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Section IV – A Passage to Elsewhere
Chapter 19

Rethinking the Good, the True, and the
Beautiful for Music Education:
New Visions from an Old Garden

Hanne Rinholm

Oslo Metropolitan University, Oslo, Norway
hafo@oslomet.no

Abstract
This chapter reconsiders the notion of the good, the true, and the beautiful for music
education in our time, inspired by the writings of Byung-Chul Han, Michel Foucault, Iris
Murdoch, Axel Honneth, and Martin Heidegger. This classical notion is imagined as a garden in
which to dwell philosophically and to be used as an inspiration for music teachers’ pursuit of
happiness, authenticity, and liberty. The chapter departs from, plays with, and extends ideas
from Jorgensen’s Transforming Music Education (2003).

Helmer: Nora—can I never be anything
more than a stranger to you?
Nora (taking her bag): Ah, Torvald, the
most wonderful thing of all would
have to happen.
Helmer: Tell me what that would be!
Nora: Both you and I would have to be so
changed that—
.......

Nora: That our life together would be a real
wedlock. Goodbye.
Act III of Henrik Ibsen’s play A Doll's House 1
In the closing dialogue between
Nora and Helmer in Henrik Ibsen’s play A
Doll’s House, Nora has realized that she
needs to escape from her untruthful
coexistence with her husband in order to
become a real human being, not just a doll.
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This interpretation of A Doll’s House
points to a longing that all humans likely
share in one way or another: the yearning
to have good things in their lives beyond
the basic needs, such as truth, authenticity,
freedom, goodness, and beauty. 2
Sometimes, it might even be necessary to
put one’s established existence at risk to set
out on a search for these goods (again), as
Nora feels she has to.

widen both their worldview and their view
of themselves in light of their challenging
position as music teachers?
In this essay, I will ponder the
meaning of the notion of the good, the true,
and the beautiful in music education in our
time. In particular, I will consider the
importance of this notion for music
teachers with regard to nurturing and
maintaining a vision for their personal life
and professional work. The essay departs
from, plays with, and extends ideas from
Estelle Jorgensen’s Transforming Music
Education. Due to limited space—but also
to the philosophical perspectives I have
chosen to delve into—the beautiful will play
the main role in this essay as the value from
which the good and the true derive. I will
discuss this issue in light of contributions
from a diverse selection of thinkers. Among
these, Iris Murdoch’s ideas about the role of
art in moral development will be central. I
regard the notion of the good, the true, and
the beautiful as a classical theme that calls
for reconceptualizations. This notion can be
imagined as a garden to dwell in
philosophically and as an inspiration for the
pursuit of happiness, authenticity, and
liberty in the personal and professional lives
of both young and older music teachers. 6
This pursuit is a lifelong process that
requires a continual willingness to change,
as a garden is a place of constant change.7
Moreover, willingness is required to
radically break from established paths and
dead forms and enter more profound
processes of change, as Nora felt compelled
to do.

In the preface to her book
Transforming Music Education, 3 Estelle
Jorgensen reports having met several
“refugees from the classroom”—music
teachers who seem to have lost their belief
in music teaching and fear that what they
know and value is no longer relevant in the
world in which they live. Some of these
teachers even confess that “I no longer
enjoy teaching children” and “I no longer
enjoy music.” According to Jorgensen,
weariness, discouragement, and ennui have
replaced “the hope, joy, and love of
connecting with students or of the art that
led them to teaching in the first place.”
Whatever the different and certainly
good reasons for the music teachers’
disenchantment might have been, they
seem to be like Nora in that they have “lost
their first love” 4 in their personal and
professional lives, respectively. How did this
cynicism arise in the music teachers over
time? It has been said that “Where there is
no vision, the people perish.” 5 Did the
teachers lack a community where they
could deepen their reflections on the
dreams, ideals and values that once moved
them, and where they could be invited to
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Of Other Spaces

A 21st century notion of the good,
the true, and the beautiful must necessarily
be grounded in a different view than was
the case, for example, in the early 19th
century, a time when it was taken for
granted that these classical notions were
closely connected to the greatest
achievements of Western culture.8
However, in recent decades, this selfevident primacy—or even hegemony—of
Western culture in music education has
been thoroughly criticized. 9 Today, it could
be argued that it is rather the Western
classical music tradition that is marginalized
in music education in schools, as popular
music culture currently seems to dominate,
at least in the Scandinavian countries. 10
Present-day music education thinking
seems to take for granted that aesthetic
experience, which is often solely associated
with passive listening to “great” Western
musical artworks, must be dismissed in
music education for the benefit of
contemporary culture and student
activity. 11 In my view, a contemporary,
genuinely pluralist position should not take
any stance for granted. However, in this
essay, it is not my agenda to discuss the
choice of educational content. As already
mentioned, I am interested in the possible
meaning and function of the notion for
music teachers today in a more general,
existential sense. My contribution will
further—considering the limited space
available—take the form of a sketch
presenting some preliminary ideas rather
than a comprehensive theoretical position
that accounts for all possible consequences
of my suggestions.

In his essay “Des Espaces Autres,”
Foucault describes our time as the epoch of
space, in contrast to the 19th century’s
obsession with history “with its themes of
the ever-accumulating past” 12 Foucault
depicts the epoch of space as an epoch of
simultaneity and of juxtaposition, that is, of
the side-by-side. In my reading of this essay,
Foucault is pointing to a side-by-side of
different worldviews and approaches to life.
He presents the idea of the heterotopia,
which means “other place” and which exists
as a simultaneously mythic and real
counter-site. Heterotopias are spaces that
give room for dual or several layers of
meanings, which may be conflicting and
divergent. In comparison, utopias are places
where everything is good, while dystopias
are places where everything is bad.
Heterotopias, on the contrary, are places
where things are different and whose
inhabitants or participants live and act
together side-by-side in spite of their
differences. 13 Arguably, Foucault’s
heterotopia is a secular version of the
notion “my Father’s house has many
rooms.” 14
One of the both mythic and real
“other spaces” Foucault mentions as an
example of a heterotopia—the oldest
example—is the garden. Since early
antiquity, the garden has been a
universalizing heterotopia, a sort of happy
“other place,” according to Foucault. The
garden exemplifies Foucault’s third
principle of the heterotopia, 15 which is its
capability of juxtaposing several sites that
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time, the Korean-born German culture
theorist Byung-Chul Han argues—with
reference to Novalis—for “re-romanticizing
the world.” 20 Novalis defines romanticism
as follows: “When I give the commonplace a
higher meaning, the customary a
mysterious appearance, the known the
dignity of the unknown, the finite the
illusion of the infinite, I romanticize it.” 21
For Novalis, romanticizing involves redescribing the world poetically, allowing us
to disclose and articulate our fragmentary
existence for what it is and live our lives
more meaningfully. This may be
accomplished by attending to the beautiful
in nature and art.22

are in themselves incompatible or foreign
to another. The traditional Persian garden
was a sacred place that was supposed to
bring together the four parts of the world in
its rectangle as a sort of microcosm. The
garden thus can be seen as representing the
totality of the world in all its diversity in a
small parcel.16
In our time, which is characterized
by relativism, pluralism, diversity, and
complexity, I regard Foucault’s heterotopic
garden as a suitable model for envisioning
an appropriate space for the good, the true,
and the beautiful in music education. With
that said, the choice of the garden as a
metaphor, as well as the choice of the
notion of the good, the true, and the
beautiful in the first place, could indicate a
somewhat romantic and idealistic view of
music education. And yes, I will not deny
that this is true to a certain degree. I
actually have ideals for music education,
and I regard it as vital for music teachers to
be aware of the values and ideals upon
which their practices are based. What is
more, considering the paramount shift
towards the ordinary and the everyday in
music education in recent decades, 17 which
arguably may be characterized as a sort of
“disenchantment of the world of music
education,” 18 I will argue for “reromanticizing” this same world. In this
context, this means, among other things, a
return to a sense of awe and wonder
connected to music and musical
experiences. 19

In view of what Han calls “the
digitalization of the world,” which according
to him deprives the world of any secret and
unfamiliarity and transforms everything
into “likes” and “unlikes,” 23 that is, into the
familiar, the banal, and the same, he
suggests re-romanticizing the world by
rediscovering the poetry of the earth, giving
her back her enigmatic dignity, her beauty,
her majesty and sublimeness. The
digitalization of the world, which implies
the total humanization 24 and subjectivation
of the earth by “covering her with our own
Netzhaut,” 25 both makes the earth
disappear to us and makes us blind towards
the Other. 26
The issue of values and ideals as well
as the concept of romanticism may be said
to be among the concepts that are “playing
the role of the scapegoat” in “the
conceptual drama that is going on in today’s
academia,” 27 where being concerned with

In his recent book about the
meaning of gardens and gardening in our
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romantic ideas as well as with meaning,
values, and ideals does not seem very
relevant. 28 However, I claim, along with
Gert Biesta, that education is always based
on values, whether we are aware of this or
not. When we discuss the direction of
education, we necessarily make value
judgments.29 Additionally, I find that a
genuine pluralist position, which the
Foucaultian garden invites, should
represent a more open and tolerant
approach than the mere political
correctness of today’s academia.30
Therefore, as the reader has probably
already realized, I intend to accommodate
ideas that may be seen as somewhat oldfashioned alongside more currently
accepted views in my account of the good,
the true, and the beautiful.

and there would be merely empty
“Klingklang” left. 32 Continuing to work as a
music teacher in spite of a lost love for
music and music teaching comes close to
acting as a type of “prostitute,” whereby
one would be objectifying and reifying
oneself with the risk of doing harm to
oneself. 33 Axel Honneth claims that
reification, as a form of modern rationality,
follows when we adopt a distanced and
objectifying attitude to something that
actually demands emotional engagement
and participation.34 Honneth points to the
danger that based on such an attitude we
could treat both ourselves and others as
“things.” Reification happens when we
forget something fundamental about
ourselves, namely, that we are humans
living in this world under the condition of
intersubjective recognition. Thus, according
to Honneth, reification is “forgetfulness of
recognition.” 35 I regard the beautiful to
represent a source of vitality as well as
professional psychic health, 36 which can
contribute to avoiding such “prostitution”
among music teachers. Therefore, in my
view, aesthetics and ethics, the beautiful
and the good, are and should be
interrelated conceptual frameworks in a
music teachers’ professional life.37

The Beautiful
As indicated, I will draw special
attention to the beautiful because of its
potential for keeping music teachers’ “first
love” alive, which is the backdrop for my
interest in the theme of this essay. I regard
the love for music and music teaching as a
vital part of a music teacher’s professional
identity. Without this fundamental
component, what would be the driving
forces that motivate the music teacher’s
work? Again, a scriptural passage on the
issue of love may illustrate the state of
being: “If I speak in the tongues of men or
angels, but do not have love, I am only a
resounding gong or a clanging cymbal.” 31
One could say that the music teacher’s
professional life would have lost its “music,”

However, I am not the first who sees
aesthetics as pointing towards ethics. Plato
is probably the most well-known exponent
of this view, as he saw the arts as a
necessary step towards both goodness and
truth.
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Iris Murdoch on the Significance
of the Beautiful for the Good

unselfish, objective attention. It is also clear
that in moral situations a similar exactness
is called for.” 43 However, there is no
discrepancy between this “scientific” view
and the empathy and compassion
characterizing Murdoch’s account. Seeing
others clearly with this detached gaze
occurs through the creative use of aesthetic
sensibility, attention, and imagination,
which are guided by love as the primary
virtue that reveals the fullness of others. 44
Consequently, attention, imagination,
passion, empathy, and not least, love, are
involved in the development of Murdoch’s
moral self.

In line with Plato, Iris Murdoch
claims that an appropriate understanding of
the moral self involves both aesthetics and
ethics. She regards art as “the most
educational of all human activities and a
place in which the nature of morality can be
seen.” 38 The fundamental moral problem
for Murdoch is acquiring clarity of vision,
which for her is the necessary condition for
taking the right action.39 Experiencing the
beautiful in art sets in motion processes of
“unselfing,” through which our personal
moral vision is cultivated into “virtuous
consciousness.” In Murdoch’s view, “since
art is actually a human product, and certain
arts are actually ‘about’ human affairs in a
direct sense,” 40 it provides the most
edifying arena for developing virtuous
consciousness. Through art experiences, we
are able to attain a realistic vision; they
make us “see” others as they really are with
a loving, emphatic gaze that not only
respects the virtues in others but also has a
regard for others, especially when they
suffer or fail to live up to certain standards
of virtues.41 As Murdoch writes, art
“exhibits to us the connection, in human
beings, of clear realistic vision with
compassion. The realism of a great artist is
not a “‘photographic’ realism, it is
essentially both pity and justice.” 42
Simultaneously, the kind of vision necessary
to see the real implies a form of
“detachment” similar to scientific
observation: “It is obvious here what is the
role, for the artist or spectator, of exactness
and good vision: unsentimental, detached,

Murdoch’s account articulates
criteria for morality that go beyond choices
and the will, as opposed to Continentalexistentialist 45 and Anglo-Saxon moral
philosophy, which have tended to see
morality as related with questions about
what we ought to do. Charles Taylor uses an
image of three less-restricted and rulesdirected spaces to illustrate Murdoch’s
change of position within moral philosophy:
We were trapped in the corral of
morality. Murdoch led us not only to
the broad field of ethics but also
beyond that again to the almost
untracked forests of the
unconditional. . . . This takes us
beyond the question of what we
ought to do to that of what it is good
to be, and then beyond that again, to
what can command our fullest love. 46
Murdoch no longer believes in following
abstract moral principles as an act of the
rational will for developing morality. In her
view, the advocates of theoretical ethics
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isolate the ethical situations they want to
discuss into moral idealizations in which
“the messy details” that bring complexity
and ambiguity into our lives are not
accounted for.47 Instead, Murdoch believes
that morality is best exhibited in art, and
that we may be attracted to the good
through “seeing” beauty in artistic
expressions, such as when we are unable to
put aside a good book because we are so
deeply engaged by its characters. 48

it, and it is seen as one of the basic needs of
human existence. 51 The impact and
significance of art and music on humans
may be difficult, even impossible to prove
empirically, but still, art and music have
always been and still are central to all
cultures, and humans see music as a vital
part of their lives even today. 52
Furthermore, the other-directedness in
Murdoch’s account may arguably be
compared to values such as tolerance,
respect, inclusion, and cooperation—
imperatives that are central in most current
educational settings, for example, in
education for democratic citizenship.

Murdoch for Music Teachers?
The question remains, however,
exactly how and by which powers—or
through which psychological or spiritual
processes— does the transformation of
Murdoch’s moral self come to pass. The
same critical question applies to Plato’s
account. In both cases, it seems to be
assumed that art or music has an intrinsic
power that unfolds its good, transforming
impact almost automatically, as if it were a
medicine or a magic potion. 49 It is also
somewhat hard to believe that human
beings are actually capable of becoming
other-directed to the extent they are
expected to through the process of
unselfing. 50

Trying to understand how
transformation through unselfing into
virtuous consciousness happens may not be
all that different from trying to understand
how processes of Bildung come to pass,53
such as how students may develop into
mature and reflective professionals within a
few years. We usually rely on these
processes and regard them as a natural
outcome of education, even though it is
actually quite unclear how this can happen,
as we know very little about what is going
on inside of our students. As Heidegger
writes: “At bottom, the ordinary is not
ordinary; it is extraordinary.” 54 So, should
not unselfing, as a type of Bildung, be
possible? The outcomes of unselfing, for
example, the development of a “clear
realistic vision with compassion” that has
regard for others even when they fail, is a
capacity that in my view is central to a
music education that takes into
consideration the dignity of all students. 55
Likewise, “seeing others as they are” with a

Then again, in spite of this
impression of “too good to be true” in
Murdoch’s account, there is something very
real and familiar about her vision. Arguably,
love, which is the guiding principle of her
idea of virtuous consciousness, is nearly
“too good to be true” for this world, but still
we hope for it, believe in it, and experience
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“detached attention” is fundamental to
teachers’ ability to view their pupils as a
diverse group of individuals.

that hinder one’s true seeing. Thus, both
accounts are essentially about attaining a
more truthful, “uncovered,” humble, and
passionate view of the world and the Other
through the initial experience of beauty in
nature and art.

A Norwegian study found that
teachers often talk about both individual
pupils and whole classes in stereotypes, for
example, as “strong” and “weak,” and that
such views are easily adopted in the
school’s culture and become part of the
informal talk in the teachers’ lounge.56 This
is a quite typical but subtle way of “not
seeing” and thereby objectifying and
possibly marginalizing pupils and students.
This makes Murdoch’s focus on attaining “a
clear realistic vision with compassion” very
relevant. 57 In music classes, a hasty
generalization can be made about “those
who can sing” and “those who cannot” or
about “the talented” and “the not
talented.” Such use of stereotypes might
lock pupils into roles it is hard to escape,
and it may hinder their musical
development as well as their positive
relation to music for the rest of their lives.

The opening of this essay with the
last words of Ibsen’s play A Doll’s House
gives us the opportunity to experience how
art uncovers truth. We immediately sense
the artistic power of this artwork. With the
entire play in mind—I suppose the storyline
is known to most readers—these few words
evoke in us compassion for Nora, and also
for Helmer, as we empathize with their
existential misery. At the same time, we can
sense not only fear but also excitement in
thinking about Nora’s courageous act and
what her future will be like. According to
Murdoch, we can empathize in this way
because this work of art is “about human
affairs,” that is, “it is essentially both pity
and justice.” We can see parts of ourselves
and our own lives in A Doll’s House, as in a
mirror. It unveils truths about ourselves and
the human condition that we would
otherwise not see. In the context of this
essay, it even uncovers “truths” about
music education.

The Uncovering of Truth
in the Artwork
Byung-Chul Han’s concept of reromanticizing the world deals with the issue
of “seeing” as well. In both Han’s and
Murdoch’s accounts, their agenda is a
matter of attaining a state of being that
enables one to see the world “as it is.” This
form of seeing implies the ability to see the
Other with a realistic, “detached,” and at
the same time passionate gaze, without the
veil of assumptions and superficial “likes”

Among the strongest claims about
artworks’ power to uncover truth are those
proposed by Martin Heidegger in The Origin
of the Work of Art, where he writes, “Art is .
. . a becoming and happening of truth. . . .
The essence of art . . . is the setting-itselfinto-work of truth.” 58 Heidegger points to
art’s power to let truths about the human
condition and about ourselves occur: “The
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artwork opens up in its own way the Being
of beings. This opening up, i.e., this
revealing, i.e., the truth of beings, happens
in the work.” 59 Heidegger’s point of
departure is the condition that we are
struck with a certain blindness, an
“oblivion-of-being,” 60 which makes us
unable to see the world as it is and
ourselves in it. This is especially the case in
our time, the “age of technology,” 61 in
which we “experience everything including
ourselves as resources to be enhanced,
transformed, and ordered simply for the
sake of greater and greater efficiency.” 62

of technology, whose primary ambition it is
to control and predict reality. The sovereign
subject has lost sight of the greatness of
being.64 Arguably, attaining releasement is
a process of Bildung as well, comparable to
Murdoch’s notion of unselfing. Unselfing is
about refraining from applying one’s own
selfish perspective to everything.

A Garden of the Good, the True, and
the Beautiful for Music Teachers
So, how could such a vitalizing
garden of ideas, values, and ideals with
heterotopic and transformative qualities,
but also with the beautiful—the artistic—as
an attraction in its center, be established in
practice? I have already stated that reromanticizing the world of music education
means rediscovering a sense of awe and
wonder in relation to musical experiences.
Behind this statement lies the assumption
that there is a connection between music
teachers’ own experiences with music, or
their love for music, and their choice of
profession. I believe that it could be
advantageous for disillusioned music
teachers to revitalize the values that once
motivated them to become music teachers.

Heidegger’s vision for a way out of
oblivion-of-being is to attain a state of being
called Releasement (Gelassenheit). This shift
will be attainable to us through a two-sided
comportment:
Releasement towards things and
openness to the mystery belong
together. They grant us the possibility
of dwelling in the world in a totally
different way. They promise us a new
ground and foundation upon which
we can stand and endure in the world
of technology without being imperiled
by it.63
By using the word “mystery,” Heidegger
refers to the characteristic way in which the
phenomena of the world at the same time
reveal and hide themselves. This is
remarkably obvious in an artwork, which
brings us face to face with being and allows
us to regain a forgotten way of thinking.
The attitude of releasement is characterized
by a certain humbleness and contrasts the
attitude of the sovereign subject in the age

In her doctoral dissertation, Eva
Georgii-Hemming, based on five music
teachers’ life histories, studied the
significance of the teachers’ earlier musical
experiences for their teaching. 65 She found
that what was vital to their teaching was
what they had derived from their musical
experiences: pleasure and play, skill, a
sense of community, and an outlet for
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emotion. This was what they wanted to
pass on to their students. GeorgiiHemming’s findings suggest that there
actually seems to be a close relation
between the teachers’ own experiences
with music and their picturing of
themselves as music teachers.

student teachers in the beginning of their
careers, as a treasured part of their identity
as music teachers throughout their
professional lives. I have personally sought
to initiate philosophical reflection
connected to significant musical
experiences with students to motivate such
vision-building.

Many music teachers have an
identity as artists and musicians as well as
teachers.66 In the everyday life of the music
teachers, the artistic part of their
professional identity may dwindle. Many
music teachers work a lot, and they have
sound around them all day, which may
result in a situation where silence is all they
want when they are by themselves. They
may feel that they have no energy left to
put into their own musicianship. These
music teachers might be in the situation
described by Heidegger in which they
“experience everything including [them]selves as resources to be enhanced,
transformed, and ordered simply for the
sake of greater and greater efficiency.” 67 In
such cases, the way is short to Honneth’s
reification, which involves adopting “a
distanced and objectifying attitude to
something that actually demands emotional
engagement and participation.” 68

Building A Vision for Music Teaching
The idea has simply been to start
the school year with a round table
discussion. The students have been invited
to present themselves by telling about an
experience with music that was special to
them. They have further been invited to
reflect on what their relationship to music
has to do with the fact that they have
chosen to become music teachers. Even
though not all students have undergone
special musical training, most of them have
reported that they have had significant
experiences with music or a strong
commitment to it. These experiences and
this commitment have contributed to their
choice of doing a major in the subject.
I believe that an initial foundation
for maintaining the music teachers’
engagement with music and music teaching
is laid here, in the circle of peers, where
musical experiences and dreams connected
to music and music-making are shared.
Over the years of study, the students will
have rich opportunity to share and reflect
on both the successes and disappointments
connected to their own development as
musicians and music teachers and, not

There are surely many reasons why
music teachers could become in danger of
losing their first love of music. How could
this be prevented? As stated in the
beginning of this essay, I believe that music
teachers need a personal vision for their
professional work, and that they need to
keep this vision alive. I think that such
vision-building should be nurtured in
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least, to share musical experiences and
their love for music. They will grow in
maturity, experience, and knowledge as
they delve into and discuss professionrelevant problems that makes them rethink
their approach to their profession.

magic, and mysteries of music. For
disillusioned music teachers, it is essentially
a matter of rediscovering the lost “music”
of their professional lives.
It might be a temptation for the
music teachers to hide inside of this quiet
and beautiful place to escape from their
problems, free from all concerns and
directives that obstruct their work.
However, the garden should not be used to
withdraw from reality. As Murdoch puts it,
“(we) use our imagination not to escape the
world, but to join it.” 71 Moreover, the
harmonizing and preserving effect that may
follow from such a focus on the beautiful
and good should not prevent the teachers
from standing up for their own and others’
rights when this is required, or to protest
against unjust and wrong practices.
Furthermore, such a community needs to
be heterotopic in nature in order to provide
space for diverging and even conflicting
views, for the incompatible and foreign, for
“the messy details” of our lives, and for the
changing of views. 72

A similar effort, based on the
Heidegger-inspired pedagogical concept of
Wonder, has been implemented in a
research development project with
students at the Pedagogical University of
Denmark. The project rests on the
assumption that an ontological turn in
teacher education is vital, which calls for a
pedagogy that engages students as persons,
not merely as knowers. 69 Such an
educational approach acknowledges that
openness, wonder, commitment, and
passion are integral to learning.70
What applies to student teachers in
this approach holds equally true for
experienced teachers. Openness, wonder,
commitment, and passion are integral to
music teaching as well, and teachers should
be engaged as persons as well as knowers.
In this fellowship, the music teachers could
reflect on what is really important to them
in their jobs as music teachers—as well as
what is less important.

In essence, the notions of reromanticizing the world, recognition,
unselfing, and releasement, which I have
been discussing in this essay, refer to
educational processes of change
comparable to Bildung. In education, we
usually think of the students as the ones
who have to go through such processes. In
this essay, I have focused on the teachers.
Not only for the sake of the students but
also for themselves, teachers should be
learners as well and continue to go through
processes of Bildung throughout their

Building such a community is like
gardening; it is a matter of cultivating and
treasuring values and ideals that are vital
for living a good life as a music teacher.
Dwelling in this garden can motivate
disillusioned music teachers and let them
re-experience awe, wonder, and
astonishment when faced with the beauty,
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entire professional careers. It can be
challenging to enter into such processes of
change. However, processes of change also
involve a certain excitement, which even
Nora may have felt as she set off for the
pursuit of a more truthful existence. This
ambivalence is described precisely, and yet
with optimism by the Swedish poet
Karin Boye:

In Motion
The sated day is never first.
The best day is a day of thirst.
Yes, there is goal and meaning in our path–
but it’s the way that is the labour’s worth.
The best goal is a night-long rest,
fire lit, and bread broken in haste.
In places where one sleeps but once,
sleep is secure, dreams full of songs.
Strike camp, strike camp! The new day
shows its light.
Our great adventure has no end in sight.73
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